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tradition in the classical, medieval and Renaissance world. In the second part, I have restricted myself to discussing the influence of thisphilosophy on the dance theory of Renaissance Italy. This, I hope, will serve to complement Franfoise Carter's discussion of the French and English sources. I shall concentrate on the treatises of Guglielmo Ebreo and Rinaldo Corso, but also draw on some examples from the dance practice of the time which appears to reflect the theory of harmony of the period, and in particular the idea of the Union of the Arts that was derivedfrom it.1
The Pythagorean Concept of Kosmos and World Harmony
Reconstructing Pythagorean philosophy is an extremely difficult task, given the total lack of original texts by the founder of the school and the highly syncretic tendency in all later Pythagorean writers and their modern interpreters.2 As far as we can deduce from the early sources, it was in the Pythagorean school of the 6th and 5th century B.C. that the early Greek concept of kosmos was given a unitarian harmonical design. Here, the universe appeared as an organic whole with all constituent parts only existing as components of their final summation.3 Pythagorean philosophy sought to explain the unity of cosmos by establishing a single principle that lies at the root of all things and constitutes the original cause of Being. This original principle (arche) behind the cosmos is supposed to be number (arithmos). The Pythagoreans believed that all things were commensurable in terms of number and that all elements of the universe relate to each other in proportion (harmonia) of number.
Aristotle reported in his Metaphysics (I.V.2) that for the Pythagoreans 'all things have their whole nature modelled upon numbers, and that numbers seemed to be the principle of the whole cosmos. They supposed the elements of numbers to be the elements of all things, and the whole universe to be a harmony based upon number.' And Philolaus (fragm. B6) said about the elements from which the cosmos is composed, that 'it would be impossible for them to be set to order, if there had not supervened a fitting-together (harmonia) ... It was necessary that they be bonded together by a harmonia such that the cosmos could be held in order. ' For the Pythagoreans, the whole cosmos is based on the relationships between the numbers 1, 2, 3, 4. This tetrad serves as an ideogram for the creation in toto. It is through number that unity as primordial principle of Being extends into the material world and becomes multeity. But the material world, being a physical entity, must have a limit. This limit is inherent in the numbers 1, 2, 3, 4. They create the point, the line, the plane and the volume. Adding up these dimensions, 1 + 2 + 3 + 4 = 10, we exhaust the limits of physical extension. There is no number following 10 that is not incapsulated in the tetrad. Nothing can be added that does not exist as a combination of these four numbers. Tetrad and decad are therefore the models of perfection. They create unity out of multeity, and multeity out of unity. They originate in the unlimited, absolute world, but when they extend into the physical world, they create a limited, yet perfect, unified system, a universe. Time, or the fourth dimension, enters when the idea of number is given physical extension. Chronological time (chronos) proceeds from eternity (aion), just as finite space proceeds from infinity. The metaphor for this process is creation. The act of creation establishes the monad in time and space. Time is a corollary product of the creation of the physical world, and it prevents the created universe from remaining static. The cosmos is dynamic, ever-changing. However, this constant motion is ordered. The dimension of temporality is structured just like the spatial world. The patterns of movement obey a scheme. All changes are phases in a predetermined cycle, they are chronological repetitions with proportionate propensities.
The Pythagorean concept of unity and harmony based on numerical principles offered plenty of material for aesthetic doctrine. Pythagoras was believed to have taught that concordant musical sounds could be represented as ratios of numbers. These ratios have the same proportion as the celestial orbs, and the sounds produced by their motions correspond to the notes of the musical scales. From this, it follows that musical harmonies are the same as the harmonies of the spheres.4 When applied to the plastic arts, these ratios can be found in the harmonic proportions of buildings, sculptures, etc.5 Also the harmonious and orderly motions in dance are related to the concord of the heavenly spheres and obey in their rhythmic structure the same numerical principles. When Pythagoras died, he left no corpus of writings behind. His school continued for several generations, and it was here that a syncretic body of Pythagorean philosophy was established. Through these pupils Pythagorean cosmology filtered through into the mainstream of Greek philosophical thought.
One of the most influential heirs of the Pythagorean system was Plato. His concept of cosmos, as described in the final chapter of his Republic and his dialogue Timaeus, are closely modelled on the Pythagorean concept of a mathematical harmony of the universe.6 Also in his aesthetics, where dance and music occupy a prominent position, the same concept of harmony and unity is employed to show how Man can be made whole again in body and soul.7 In Plato's ideal State, the educated man must be able to dance and sing well, and he will be trained in the art of'noble' dances, which are 'proper and suitable' for the enjoyment and education of the citizens.8 In the Nomoi, Plato sought to put into practice what he emphasized in Timaeus:
Harmony, which has motions akin to those of our souls, has been bestowed by the Muses not with a view to irrational pleasure ... but as a means to correct any discord which may have arisen in the courses of the soul, and to bring her into harmony and agreement with herself; and rhythm, too, was given by them for the same reason.9
Through the Platonic academy Pythagorean thought was transmitted to Hellenistic philosophy, from where it made inroads into Roman culture.10 Lucian's Peri orcheseos (c.160 A.D.) is a prominent example of how the amalgamation of Pythagorean anJd Platonic thought influenced dance theory:
1. 'The relation between musica mundana and musica humana', from Robert Fludd's Utriusque cosmi maioris scilicet et maioris metaphysica, physica atque technica historia, vol. 2, Oppenheim, 1619, p. 93: The divine mind descends through the hierarchies of the universe and carries the nature of its components into the human body. Thereby, the microcosmos is made to correspond to the macrocosmos. The octave is the tie by which God links the musica humana to the musica mundana. The decreasing degrees of spirituality are ordered in three diapasons, which reflect the threefold division of the human soul: the spiritual sphere corresponds to the nine angelic hierarchies; the intermediate, or rational, sphere to the four elements. The descent from God to the human body goes through six stages: A pure mind, B intellect, C rational spirit, D middle soul, E vitalistic forces, F the body as recepticle for all things. The diversity of all creation and the multeity of formless parts would remain in dissonance, if they were not converted, by means of harmony, into unity. Consonance only occurs... when equal and unequal voices are joined in one concord. Consequently, the consonance of cosmic bodies occurs when equal and unequal things are brought to cohesion in that first consonance (which is God), and all things enjoy the benefit of his unity.29 middle. Underneath we see Pythagoras in the smithy discovering the ratios of the several consonances. Above the triangular graph, Thalia points towards a polyphonic score. The upper region shows the heavens and the proportionate propensities of their perpetual movements. The harmonic fabric of the universe is reflected in the architecture of the building and its underlying geometric ratios.
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The same harmonic and unitarian principle we find at the basis of the many cosmological treatises of the 16th century and, even more important, in the astronomy of the period. It is well known that the 16th century was a period of intense scientific and philosophical enquiry into the working of the universe.30 The names of Copernicus, Bruno and Kepler are firmly connected with the revolution in astronomical thinking, which led to the replacement of the Ptolomeic conception of the universe.31 However, this revolution did not destroy the fundamental notion of unity and harmony of the cosmos. There was diversity of opinion on a large variety of assertions: geocentrism or heliocentrism, mobility or immobility of the earth, closed or infinite universe. But when it came to the fundamental question of order of the cosmos, the unitarian tradition of thinking still reigned supreme.32 Copernicus, in De revolutionibus orbium coelestium, still assumes an 'orderly arrangement of the universe, which creates a wonderful symmetry and a definite relation of harmony in the motion and magnitude of the orbs'. 33 Giordano Bruno34 eliminated the fixed and limited cosmos of his predecessors and instead posited an infinite universe with an infinite number of stars and planets. But all these everchanging elements in a limitless universe are still related to each other in an organic structure and a rational harmony of the whole. The eternal flux of the infinite number of finite particles adds up to a perfect unity of the stable whole. The universe, taken as a whole, has an unchanging universal substance that persists through change of its constituent parts. It transcends the everchanging world of matter, yet unifies and gives wholeness to the sum of its parts.
As becomes apparent from this outline of the tradition of Pythagorean and Platonic philosophy and cosmology, we can indeed presuppose a highly developed concept of unity and harmony in the Renaissance period. It will be now our task to examine the influence of this philosophy of harmony and unity on the theoretical foundations of dance in the Renaissance period. For where else could the 'celestial ballet' that God has created be reflected more adequately than in the choreographed movements of the human body?
The Concept of Harmony and Unity in Renaissance Dance Manuals
In the earlier part of the 15th century, a school of Italian Renaissance dance35 came into existence which was centred at the Sforza court in Milan, and has therefore been called il ballare lombardo.36 The foundations of this Lombard School of Dancing were laid by Domenico da Piacenza (or da Ferrara) and developed further by Antonio Cornazano and Guglielmo Ebreo (who also called himself Giovanni Ambrosio). Together they produced a system of dancing which remained the Italian form of court dance until the end of the 16th century. They wrote three dance manuals,37 which not only contained the main repertoire of Renaissance court dances, but also a body of theory, which has interesting ramifications with the aesthetics and philosophy of the period. [This art is not a minor one within the system of the septem artes liberales, but rather reveals itself as a liberal science of sublime and high value, from which follows that it is as dignified as the others. It is nearly more germane and suited to human nature than any of the others.]
Domenico was born in
The example of David shows that 'festeuole & honesto danzare & colharmonia del dolce canto' (festive and honest dancing in harmony with sweet music 5r) are closely linked, and Orpheus teaches us that 'la dolcezza del suo suaue suono' (the sweetness of his gentle music 3v) and 'la forza di quella melodia' (the force of this melody 4r) will automatically move people to dance. Guglielmo has no doubts about 'la grande excellenza & suprema dignitate della scienza [della musica] dalla qual larte giocunda et dolce effetto del dazare [sic] e naturalmente proceduto' (the great excellence and supreme dignity of the science of music, from which the joyful art and pleasant effect of dancing is a natural product 5v).
If dance is a 'natural product' of music, how is the one generated from the other? In the prooemium he offers some highly original thoughts on the 'psychology' of dancing: [Dancing is nothing other than an action that shows outwardly the spiritual movements, which must agree with the measures and perfect concords of harmony. These descend into our intellect through our hearing and to the senses of the heart with delight. There, they produce sweet commotions, which are against their nature imprisoned and endeavour as much as possible to escape and to reveal themselves. This act draws to the outside this sweetness and melody and expresses them through our dancing body. It proved itself to be united and in accord with the voice and the musical harmony, which arise from the harmonious and sweet song or the measured sound we are listening to.]
From this definition we can take it that a) dance has a spiritual origin, b) it is in concordance with measured and perfect harmonies, c) these harmonies relate to our intellect and to our emotions, d) the harmonies give us pleasure and stir our affections, e) these affections seek to find exterior expression, f) the dancing body is a manifestation of these feelings, and g) the dancing must be executed in perfect harmony with the measured sound of song and instrumental music. Guglielmo believes in the rational order of things, from which beauty, goodness and virtue are derived. In terms of dancing it is therefore essential to distinguish between the 'science' of dancing and the irrational, ugly and obscene dances of uneducated country folk (19r). Goodness of dancing depends on the goodness of the dancer. His virtuous mind and lofty sentiments, combined with a trained and developed intellect, make him a person whose body and mind are in harmony with each other. He can therefore 'tune in' with the harmony of the world around and express both in the harmony of music and dancing.49
Dance, therefore, is a medium that unites the human and the natural world, mind and body, intellect and feeling, and different arts, in particular the art of movement and the art of music ('el danzare sia tratto & originato da essa melodia chome atto demostratiuo della sua propia [sic] natura. Senza la qual harmonia ouero consonanza larte del danzare niente seria ne fare si poria': Dancing is drawn and born from music as an outward show of its true nature. Without this harmony or consonance the art of dancing would not be anything, nor could it be done 16r). Guglielmo rejects the idea of dancing without instrumental or vocal music, because the one is naturally derived from the other (16r-16v). But later (19r) he agrees that movements with a precise rhythmic order are a 'cosa naturale' (natural thing), while the use of music is 'accidentale' (accidental), but nevertheless 'commendatiua' (commendable). The union between both arts is desirable, because both are based on the same rhythmic and harmonic principles, they both appeal to our senses, our intellect and our emotions, they both have an interior and an exterior side to them, they both effect human beings in similar ways and have similar functions (i.e. 'porgere al cuore conforto et notrimento per sua propia [sic] natura': to proffer comfort to the heart and nutrition to his own nature 15v). But they are not identical. In their form and substance they are both autonomous and independent of each other.
Unfortunately, neither Guiglielmo nor any of the other dance masters make any mention of the union with other arts in theatrical dancing. They are all aware that dances are not only there to be performed, but also to be watched, and that they must be composed in a manner pleasing 'alla moltitudine di resguardanti' (to the multitude of spectators 14v). For that reason, decor, costumes, musical accompaniment and dramatic expression of the dancers were factors each dancing master had to take into consideration in his choreographies.
That such dances could indeed provide a 'magnifico spettacolo' is expressly stated in a description of a banquet held in Pesaro in 1475, where we can read about a piva danced by 120 youths, which 'era el piu splendido et el piu magnifico spetaculo che fosse mai veduto, veder leuar tante bandiere et capi di castelli et penne et cisti d'oro, tuti ad un tempo et cun degna misura' (was the most splendid and magnificent spectacle ever seen, with so many banners and trimmings and feathers and golden filigree, all moving at the same time with dignified rhythm).50
In the case quoted here, the costumes and props related to the occasion of a festive meal. Normally, the dancers were wearing the same clothes as during the rest of the evening. But because many dances were meant to express certain emotions, they could take on a distinctly dramatic or pantomimic character.5" The manuals therefore included instructions on which kind of attitude or facial expression the dancers had to adopt. This means that during the dance the courtiers assumed a character and played a role which differed from their everyday selves. They interpreted in theatrical terms the theme of the dance (usually indicated by the title) and performed not only a social etiquette, but represented a dramatic action. From there it was only a small step for the ballo to develop into a balletto narrativo.
Although these court dances could become highly theatrical in character, they differed from the mythological and allegorical dances, whose excecution lay in the hands of 'saltatores non vulgares' (real dancers, not amateurs), as one memorial book said.52 The costumes, props and scenery employed were specially designed for the performance. But how much the dance movements differed from the balli nobili is impossible to judge.
The same applies to the ballo in maschera and the moresca. The Masked Balls were performed by courtiers, but the costume and mask allowed them to step outside their court roles and perform dances which in form and spirit differed from the ceremonial dances that were part of the normal court life. The moresca53 was 6o originally a dance for professional artists, who imitated the battles between Moors and Christians. The martial element expressed in the form of duels or sword fights lost its significance in the 15th century and was replaced with an emphasis on strange costumes, exotic masks, or comical behaviour. The primo ballerino or maestro di danza was often employed as buffone (not dissimilar to the later Arlecchino), and other roles could be played by highly trained and therefore virtuoso amateur dancers from the court society.54 In the 16th century they were regularly performed as intermedi and could even be related to the theme or plot of the main play.
Because of these developments in 16th-century dance it is impossible to draw an exact line between ceremonial and theatrical dances, although they clearly differed in spirit and function. Bearing in mind that the dance masters were responsible for choreographing both types of dance,55 it is likely that they made use of the same choreutic material for both occasions. The surviving documents make it clear that the execution of theatrical dances must have been more elaborate and more virtuoso than ceremonial court dances, and that the scenic apparatus was far more sophisticated. But as to the relation between the theatrical, dramatic, choreutic and musical elements, the dance masters kept their professional secrets under closed lid and have abstained from any theoretical statements on the topic. However, I have been able to find one document, which reveals that in Renaissance dance circles (and we can speak of properly organized circles, as one documented societas in docendo tripudiare ac cantare in Florence indicates)56 theoretical discussions on the aesthetics and ethics of dancing did take place, and that the participants in these debates were not cut off from the current philosophical trends. As these quotations from the works of Guglielmo and Corso indicate, the harmonical principles of the movement of the starswhich Pythagoras reflected on -and their translation into aesthetic terms -as Plato and the Neoplatonics proposed -were given concrete representation in the dances of the Renaissance period. Connected to this principle was the idea of a union of the arts. Theatrical dance as a composite art form was an ideal medium to fulfil this dream. However, an examination of how close the theatrical practice of the era came to this ideal, would require a detailed analysis in a separate essay. Suffice it here to state that the close integration of dance and music was often guaranteed by the personal union of maestro di ballo and composer (Cesare Negri being the best known example). If the choreographer did not write the music and lyrics himself, he availed himself of other artists who were more experienced in those arts.
As a good example of such a close collaboration between three artists I only mention the Giuoco della cieca, which served as an intermezzo in the 1602 version of Guarini's Pastorfido. The author informs us how the poet composed the text of this ballet-scene: first he had an expert devise the ballet choreography incorporating therein an imitation of those actions peculiar to the familiar game of blind-man's buff. This ballet was then set to music by Luzzascho, an outstanding composer of our time. Finally the poet set the words to this music. ( . .) All this would appear impossible to do and perhaps quite beyond belief if he had not done it many other times in other ballets made even more difficult by a subject of which he was not the author, unlike this one. For in these other ballets he had not only the job of putting words to music, but also of determining from the actions of a dance an argument with the features of a plot. 59 In these creations, the arts of music, poetry and dancing were closely interwoven. If one adds the brilliant costumes, the colourful scenery, and the complex machinery, one can imagine that the resulting performance worked upon the audience like a Gesamtkunstwerk and could indeed be interpreted as a perfect and harmonious reflection of the 'celestial ballet' God has created. During the Renaissance period, the philosophical and aesthetic foundations were established for the development of a complex and sophisticated art of dancing. Neoplatonic philosophy and Pythagorean cosmology were integral and key elements of this art. At the end of the Renaissance period, SirJohn Davies produced a famous 'poetics' of dance, where he attempted to describe Terpsichore's creations as 'the shadow' of the 'heavenly state', thus expressing and summing up many of the concepts discussed in this essay: 
